


Guido arrives in his room late at night to find Claudia 
making up his bed. He begins to talk out loud about this 
image, wondering whether Carini was right, after all, in 
condemning the character of Claudia in his scenario. 


(Opposite): Crating up Guido’s production office after 
he has decided not to make the picture. This scene 
would have belonged to the first ending. 





writing new lines—in an emergency, I suppose, one can write in the midst 
of the coming and going, discreet though it may be, of some thirty people. 

“It’s something much more difficult than that,” Bruno answers. “I have 
to work out images—that is, attitudes—for the parts where Guido sees 
Claudia in his dream.” 

When it is time for the next shot, Fellini asks Gianni the name of the 
stagehand who is supposed to open and close a shutter to simulate the 
breeze which will blow Claudia’s hair. Fellini wants the man’s name in 
order to avoid confusion; in actual filming, orders are limited to the names 
of the people who are to execute them, and ring out like the stroke of a 
gong: * 


* As soon as the camera begins to turn, the desired: combination of human and mechani- 
cal movements must proceed without the slightest hitch. The most minuscule mistake calls 
forth a “Stop!” from the director or, sometimes, the cameraman if it is something that only 
he can see. The stagehands must move the dolly at a precise speed; the camera must catch 
a given actor in its field at a given moment and from a given angle. This depends on the 
assistant cameraman, who is constantly adjusting the direction and the opening of the lens; 
sometimes certain lights must be turned on or off at a precise moment in the action. Finally, 
the actors must express the right emotions and, when they are moving, stop at the pre- 
arranged places. 
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